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needed a method or procedure to work within; and by remaining strict to these guidelines the ideas inherent in the paintings would emerge and could be promoted. These were the assumptions with which I began.
CONCEPTUAL BASIS
The dominant ideas that developed out of the process of making the paintings were the use of both "found" shapes and "found" means of dividing the canvas. Also, the idea of unifying the painting with contrasting shapes, colors, surfaces, and values arose out of the process.
Found Shapes
Using found material in art is an idea I associate with synthetic Cubism. Its use can broaden the scope of pictorial possibilities by allowing the artist to involve the material in both a literal and a subjective way. In Picasso's Man with a Hat, for example, the unincorporated newspaper describes the plane of a man's face yet remains true to the flatness of the surface, all the while suggesting itself and the contents of the printed page.
At the outset, I tried to use the golden rectangle as a shape for my canvases. This seemed to me to be "starting off on the right foot." There is no question in my mind that this is an ideal proportion, which has been reaffirmed throughout history and in scientific research. One can refer to classical Greek architecture or Fibonacci numbers
as two examples of the many uses of the golden proportion.
However, I was using eight-foot lumber to make my stretcher bars-a length common to commercial building-so in realizing a golden proportion, I would end up with leftover lumber.
As time passed, I became more interested in the shapes made by the leftover pieces. These proportions are the residue of a specific choice, and very much related to what makes an ideal proportions. It is the negative space, as it were.
So, I came to use found materials--scrap lumber--as a way of arriving at the actual shape of the canvas; to explore alternative shapes and to bring my work closer to the "real" world, not remaining in the calculated world of pure abstraction.
Found Divisions
Although many of the canvases remained undivided, I chose simple divisions for others. I used statistical information to determine where to make the cut; in a sense, using a "found" division. The purpose of using statistics was to find a subject that shared a reduced form similar to the painting method. That is, both statistical information and abstract painting can be seen as "reductive statistics I used made it to the final thesis project. I did not try to make the color or the surface relate to the statistical information, which is something I now regret.
As in the use of scrap lumber, the statistic seems to me to somehow extend the painting in the world outside the studio and art history. But their use should be seen as a tool --the paintings are not about the statistics. What I eventually arrived at through my working process was a color solution where the painting would be organized by value, and the color intensity in a given area could pop.
Also, I tried to include warm and cool applications of paint, and pasty and thin paint films to promote a textural difference. Once the painting was assembled and on the wall a clearer color relationship could be identified and then enhanced as I continued to work on it.
Final Assembly
The actual results of the painting process became clearer to me during the so called "spontaneous assembling of the paintings." It was at this point when I realized that the final assemblage would not be spontaneous at all.
Nor did I realize that finding the right combination would take so much longer than making the individual parts. Specifically, I was interested in Japanese ceramics, prints and crafts.
In retrospect, three specific characteristics of Japanese art come to mind which probably made the transition from traditional observational art to non-objective art smooth and logical. First, the distinction between fine art and craft is not so strong in Asian art. The art object is widely accepted as a significant cultural artifact. Second, there seemed a greater attention to the inherent properties of the materials. The material wasn't always subordinated to the will of the artist or rather it didn't look that way.
Finally, "the gesture" was considered a sign of "Zen emptiness," rather than willful control.
All of these characteristics worked their way into my sensibility, which at the time sought an uncluttered, uncomplicated thinking process. It was then that I began setting up systems for working in which the limitations of the process would partly determine the outcome. One question regarding process comes to mind: If the process determines the outcome of the work, then where does personal choice come into play? How does one evaluate the processoriented work in terms of expressive content?
I think that one ultimately relies on intuition to make the final decisions about the validity of a work or art. I realize, however, that my intuition is highly conditioned, both by education and by the formal constraints of the medium; it is a sort of hot-house intuition. I believe that the important thing in process art is a willingness to allow painting to happen and to accept the real issues of the painting rather than to project one's will on it. Untitled #3 shares a similar upside-down hook shape that began with Untitled #6. It is a much simpler painting, but I feel this is compensated for by the contrasts in the surface application and the textural quality of the paint.
Although I consider this still a red, yellow and blue painting, the red is more orange or rust, the yellow is uncharacteristically opaque and the blue is more like a dye or an ink.
Untitled #5 This is the last painting I made. Perhaps because it is smaller and differences are not as prominent, it seems weaker to me. I think the painting could be improved by reworking the color and value and altering the parallel horizontal line of the magenta and black.
CONCLUSION 19
It is difficult to determine the success of the paintings.
In retrospect, I would probably continue to make changes. From the vantage point of even two months, I can see where, for example, scale and surface could be promoted 20 further or differently. However, this could be another set of paintings altogether.
My overall concern with regard to a thesis project, is the quality of the experience and the response to the ideas put forth in the paintings. In this sense, I have been fortunate to work with the people I worked with and I am grateful for the opportunity to pursue a difficult idea intensively Eva Hesse has said "Art is an essence, a center. I am interested in solving an unknown factor of art and an unknown factor of life.'' Whether these problems are solvable or not, it not for me to judge. However, through the gradual accumulation of understanding we prepare ourselves in the event that we might find a solution along the way.
